











0 


Ре k 


FOLK ART OF BENC 








A i dá 
* EE a study of an art 
for, and of, the people 
a. 
aro 
AJIT MOOK! 
Wah а Foreword by 
Si WILLIAM ROTHENSTEIN 
2 
t ; 
> Ж 201% 
жж + 


Wi 











9 


Colours—Jadu-patus—K aligl 
Gurren V POTTERY AND TERRACOTTAS ( 
ir preparations— Wheel— 
pea of шаце Най ya ses" 
te IE ae Mf fertili ina 
Tom meae of fer 
horse Ae long tradition IT 
Gurren VI: METALS 
а reed оѓ manufacture—Cire-perdve—Harn. 
ration— The influence of cane work 
Technlque—Primitive origin 
Charter VIl: BASKETRY 5 
Materials—Preparation—Chequer work—T willed work— 
Wicker CDM work—Coiled basket work— 
Borders. basketry (Mudibhangs)—Ornamentation 
(Nasa) Decoration of ‘of thatched ceilings Matting. 
Curren ҮШ: WOODWORK 
Woodworker—Preparation—Objects—Dolls and Toys— 
Masks—Boat. building. 
REFERENCES 
BIBLIOGRAPHY 
ABBREVIATIONS 


DESCRIPTION OF THE PLATES 
IMPORTANT FAIRS (MELAS) 
MAP OF A 


INDEX 





可 


Such discovery, alas, is but a second best. The best would be 
vital creative and spiritual impetus should have continued 
. Something has happened to chill this 


re-emergence of a living popular art; meanwhile it is right that we 
should value and preserve every garment woven for the ingenious 
spirit of man. Such a work as that of Mr. Mookerjee will increase 
our respect for the genius of the peasant hand and mind. 


WILLIAM ROTHENSTEIN 
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PREFACE 


(ote from early childhood in a world where ones mind hears 
and reads plain things in a plain way, where first things must 
come first, one dwells in that only real world, unprejudiced and 
unsophisticated. 

In this rural society of realism, | learn from my grandmother 
that her crockery no less than her dolls and toys add to the beauty 
of life, and are in no sense apart from it. In her dialectic, the sun 
shines in the day and the stars twinkle in the night—the gods and 
goddesses that have come down from their pedestals never go upward, 

This element of human thought has kept alive the folk tradition 
in Bengal and it is a negligible question whether this culture is 
intelligible to the bourgeois world or not. lt is the product of the rural 
millions, the roots reaching deep into the soil and it does not require 
any force to assert that it will continue to exist for untold generations 
until the tradition as a whole disappears. 

A.M. 
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1. ENVIRONMENT 


'ŞEOGRAPHICALLY, the province of Bengal extends from the foot 
of the Himalayas to the Bay of Bengal, and from Chotanagpur 
to the frontiers of Assam and Burma.’ The vast plains comprising 
twenty-eight districts and two states of Bengal proper, with Singhbhum, 
Manbhum and Purnea in the west, and Sylhet, Dhubri and Goalpara 
in the east, indicate a linguistic homogeneity. The present study 
relates mainly to this geographical unit, which depends, for its life and 
prosperity, on a network of rivers and canals. The river Ganges 
(Padma) with its branch the Bhagirathi, and the Brahmaputra and the 
Meghna divide the country into four principal tracts. The mighty 
rivers with their numerous tributaries pour down, as they approach the 
sen, depositing masses of mud and silt, forming deltaic lands which 
gradually become fit for the plough. The low districts and the 
Sundarben areas are typical examples. They consist largely of 









ey the rivero daring the rains collect in the fields; This 
plentiful and is found generally over the plains. It possesses 
qualities ideal for pottery-making, doll- and toy-making. The fertility 
Bengal soil owes much to this periodical flooding of the rivers. 
Both the rich alluvium as well as an abundant rainfall in summer 








"Thus inevitably follow invocations for rain, worship of rivers, 
In order to guard against drought, 





such as Sitals, Manasa and Sasthi have been evolved. This process 
of anthropomorphisation is carried on still further as the need 
arises. 

"The deltaic position of Bengal has contributed to the develop- 
ment of certain special crafts as boat-building and fishing, each having 
a unique character of its own. In connection with these crafts and 
activities, various ceremonies and maritime deities” and folk songs such 
as Sari and Bhatial have been evolved in the folk mind. ; 

Ease of transport, peculiar to Bengal, has very largely developed 
the trade and industry. Тһе periodical melas (fairs), made possible by 
commercial contacts, are a traditional feature of rural Bengal. These 
melas are spontaneous and provide a meeting ground for peoples from 
different parts of the country, giving them an ideal opportunity for 
exhibiting folk entertainments as well as their traditional arts and 
crafts, The ‘stri-achara’ of the womenfolk is a traditional rural custom 
to encourage young and old to participate in different gatherings, 
ceremonies and festivals. The community spirit is further strengthened 
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when men and women of different villages gather at a common 
meeting ground known as * Barowari-tala.” 

In this manner, the close social and economic intercourse between 
the different parts of the country has been maintained and furthered. 
Folk arts and crafts of Bengal have always shared a community of 
interests, never condemned to isolation and mutual exclusiveness. 


2. SOCIAL-RELIGIOUS ELEMENT IN FOLK ART 


Many old racial strains have contributed to the formation of the 
modern Bengali race. The Bengali speech, although largely influenced 
by Sanskrit, is of pre-Aryan origin. Chatterji says”: ** There аге, 
again, unmistakably Dravidian affinities in Bengali phonetics 
morphology, syntax and vocabulary '' ; and concludes that ** an investi- 
gation of the place names in Bengal, as in other parts of Aryan India, 
is sure to reveal the presence of non-Aryan speakers, mostly Dravi 
all over the land before the establishment of the Aryan tongue." In 
the social and religious life of the people, moreover, * they are quite 
content to leave their neophytes in the undisturbed possession of their 
old pantheon, and there is nothing to prevent them from worshipping 
in their own way, with their own priests, their own peculiar gods and 
„devils in addition to the Hindu gods at whose worship none but the 
Brahmanas can officiate. It thus happens that all the lower and many 
even of the more respectable castes reverence numerous minor deities, 
who have appropriately been dubbed godlings, who are quite unknown 
to Vedic Hinduism." 

Bengal has thus inherited a pre-Aryan culture which, we 
shall subsequently show, is reflected in the art of the folk. Ata 
Jater stage the Bengali people came under the influence of Aryan 
culture. Chatterji says’: " The pre-Aryan peoples of Bengal began 
to be influenced by the Aryan (or Upper Gangetic) culture and 
language immediately after Mithila and Magadha were Aryanised. 





came in its way, this sturdy culture assimilated as much of them as 
was in harmony with itself without losing its own basic character." 
The effect of this assimilation of new cultural elements has 
provided a complex of established customs and beliefs which marks 
the operation of constructive social tendency. By the influence of 
these, the incoming new elements are sublimated into the old cultural 
pattern, and the old is widened into fresh and often striking ways. 
‘This blending of different cultural traits in Bengali life and thought 
resolves itself as distinctive ‘cultural patterns.” The constructive and 
conserving tendencies of the Bengali people are due to the instinctive 
response of what Bartlett’ calls ' primitive comradeshig Different 
sects and beliefs have co-existed throughout Bengali traditional life. 
These range from the Sakti cult, the Pauränic Hinduism down to 
popular beliefs and folk-Buddhism on their common Tantric foundation. 
"The influence of folk-Buddhism and the rise of Vaispavism in Bengal 
marked a great departure in the religious outlook of the Bengali people. 
"This is a period of constant revolt against the conventional fetters of 
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social and religious ideas. Candıdäss, the greatest popular of 
Vaisnava Padavali songs, declared in the 14th century : 


* Sunahe manus bhai 
sabar upare manus salya tarpar kichu nai,” 


(Listen, O brother man, the Truh of Man je the highest of 
there is no other truth above it.) Hee 
ТЕКЕ СС Ports насбу ескісі a preci Beers 
EA id | Ge Guo before ien ed eis n RON 
like Mayniman* compels the gods to obey her. The vast folk- 
literature—Maynamatir Gan, Gopicandrer Gan, Mänikcandra Rajar 
Gen, and later even Kavikenkan Candi and Manesa Matgol—lavishly 
flee es the sokk of ving Human. ie joya and sorrows, haired and 
(quarrels. The Veiiaca Podavalis, the Baul songs, the Eastern Bengal 
Ballads openly абла the freedom from social restraints and free 
self-expression. Embodied in some сі the ballads are extremely 
Badala specimena of Болна" poems (poems of twelve months) 
describing the daily life of men and women. Bengali folk drama, 
music amd dancing, obviously connected with religion, became 
conscious of their own aesthetic standards and developed according to 


3, THREE TYPES 


These different tendencies in social and religious. life have affected 
the art of the people, Bengali folk art corresponds to three types : 
ic is used in the service of rites associated with 





and material qualities determine the form- 
(3) Individualistic.—It expresses the feelings and emotions of the 








| stage, Bengali art could not be clearly separated from 
i innumerable natural stones known as Salagram 
are still worshipped on а par with a sculptured deity. In the 
second place, geometric representations, having no sympathetic relation 
any external form of life, may be seen. They require a minimum 
of two or three lines and a circle are sufficient to represent 
the god Siva and his consort Durga or Laksmi or a human figure. Тһе 
third represents the abstract, suggesting but not portraying any specific 
object. An illustration of purely abstract design of a symbolic kind 
is Alipana design. Although not representing a natural object, it 
certainly does represent an idea or even a succession of ideas. These 
ideas are often conventional as in the Vrata Alipanas associated with the 
Vrata stories. To take the cult objects of this category, such as Sayi, 
Sitals, Manasa and animals connected with them, they are representa 
tions of a more or less summary kind without any naturalistic activity. 
This may be due to some ulterior motive, either religious or symbolic. 
These cult objects are pre-Aryan and sometimes go further back 
to remoter ages. Kramrisch describes them as ° ageless types and 
their timed variations.” 

Then there are the artistic renderings connected with the 
technical processes involved in the manufacture of utilitarian objects, 
including pottery, basketry, cane works, textiles, dolls and toys. 
Inspite of local differences, however, these objects are mainly varia- 
tions of the same theme. Owing to active commercial intercourse, 
these find their way about the country and are treasured possessions 
in many distant homes. 

The individualistic traits have been well illustrated in the 
paintings and drawings of the Patuss (painters) of western Bengal, 
also in the Kanthas of the Bengali women. These Patuds are 
hereditary painters, having inherited their skill from their forefathers. 
They compose their own songs known as ° Patud-Sangit’ and depict 











jle vary from Kantha to Kantha. When spread out, a Kantha 
shows ita full beauty, revealing the artist's depth of imagination, taste 
and skill. It is a treasured possession in every home. 


4. SYMBOLISM 


types’ of figures, human or animal, whether they are worshipped or 
played with, Objects like Sasthi, mother and child, horses and 
Ghalas (carthen pots) are used as toys by the children and once 
they are consecrated, they become religious objects. Similarly, 
an Alipana drawing, when done by women on festive occasions in 
execution of certain vows (Vrata), is (ull of sacred significance, but 







ob is 
he basis of the ritual, loos 
the ceremoney is over. It is a pièce d'occasion. ‘The motive may or 
may not necessarily be symbolic, or the result of a religious impulse. 
‘The principal motifs of the ritual drawings may now be 
considered. For the Kumäri-Vrata (the Vrata of virgins), Tara-Vrata 
Alipana is the most popular. lt represents the radiant sun flanked 
by Siva-Durgá motif, the moon and in between the sun and the moon 
the universe with sixteen stars. Below the moon, the earth repre- 
‘sents the seat of the devotee. The drawing begins from a point, 
a Bindu, building up from there the petals of the lotus and then 
the sixteen stars are circumscribed by a circle known as Mandala, 
the universe. Bindu or Sanya is an important component of Bengali 
folk drawings. The mystery of creation is centred round Bindu. 
Its ortgin can be traced to the Vedic age (1500 B.C.). The Bengali 
Sanya Purän written by Ramai Pandit in the 12th century also gives 
a vivid description of the origin of creation. 

From the Sanya (the void) springs the central lotus. Iis not 
the natural lotus but a symbolic representation of cosmic manifesta- 
tion. On the summit of the Mandala are the two figures of Siva- 
Durga, ie., the supreme Siva-Sakti, Power-holder of the universe. 
Siva is the masculine unchanging aspect of Divinity, while Sakti 
is the changing faminine aspect, the source of all divine and cosmic 
evolution. This idea of creation is further to be seen in the union 
of Siva-Sakti known as Siva-liigam. The development of the 




























aboriginal worship of feminine divi 
better than in Bengal. It is here that the goddess, in one of her most 


The Alipana of the circular type lavishly illustrates scrolls 
and spirals. They symbolise Kalacakr 
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Images of the Great Mother (Mahimsyi), Manass and Sitals, are found 
in all ancient cities, and are still made by the women and potters in 
the villages. Manass, the serpent goddess, is worshipped in Bengal 
both an “Manas” signifies the 
power of the mind and the goddess Manas symbolises this attribute. 
Manasi is never representated as a serpent herself. As the serpent 
goddess she holds supreme sway over the terrific powers of the 
serpent, both beneficial and malign. 
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5. ARCHAEOLOGICAL EVIDENCE 


‘Some forms and motifs bear a close resemblance to those of 
the ancient arts of Western Asia and the Indus Valley. Dutt shows 


Aia-Dinda ос Metal Disc standard, used in Bengal as the standard 
of the Сагі cult and also found in the Saiva and Visau temples, 
“ has been originally derived from that of the standard of the unicorn 
of the proto-Indian civilisation of the Indus valley." 
"The survival of the unicorn tradition in Bengal is established 
by the evidence furnished by two old traditional scroll-paintings 
i-is 
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Chapter" Two 


KANTHAS (EMBROIDERED WORKS) 








1. PREPARATION 


KANTHAS are generally made by the women of all classes in 
Bengal, but chiefly in Eastern Bengal. The word Kantha 
means embroidered work made mostly on discarded saris which are 
sewn together almost invisibly. Discarded saris, according to the size 
and thickness required are arranged one on top of the other until the 
desired thickness is obtained and the edges folded in, They are first 
tacked loosely round the edges. The field is then filled in with fine 
quilting work by means of white thread. Coloured threads from the 
borders of saris are stitched along the border line and the surface is 
filled in with various designs. 

Generally speaking, the embroideries in the Kanthas have a 
* dorokha* or obverse and reverse character. Ordinarily the designs 
appear distinctly on the obverse face. In the most finished types of 
Kanthas, however, the stitches are so skilfully made that the details of 
each design appear in identical forms and colours on either face of the 
Kantha. Indeed, it is often extremely difficult, if not impossible, to 
distinguish the obverse face from the reverse face. 


2, METHOD OF CARRYING OUT THE EMBROIDERY 


It is necessary tó trace the design before the quilting is made, as 
this only forms the background. Where the linen shows in the design 
this is usually unquilted and held in place by embroidery stitches. 





3. SEVEN TYPES 


The following are the different types of Kanthas : 

(1) Lep : wrap for the body and worn in winter. This is about 
six by four feet; and thickly quilted. 

(2) Sujni а ceremonial Kantha and also used as a bedspread. 
Sujni Kanthas are usually large and rectangular in shape. The 
average size is six by three feet. 

- (3) Baytan: wrap for books and valuables of all kinds. It is 
usually square shaped, being approximately three square feet in size. 
It has a wide border of several rows of human or animal design. In 
the centre there is usually a design of a lotus in concentric form round 
which is grouped a multiplicity pf various designs of familiar objects. 
ln the four corners there are Kalkas (decorative leaves or else conven- 
tional trees, or lotuses). 

(4) Oar: pillow cover. It is rectangular and the size is two 
feet long by one foot and a half wide. It is generally of a very 
simple design which may either be a number of parallel longitudinal 
border patterns or conventional trees with birds. There is always an 
extra decorative border sewn round the edges. 

(5) Arsilata: wrap for mirrors and combs. It is narrow and 
rectangular in shape, the size being about eleven by six inches. 
Creepers, lotuses or trees generally form the subject matter of the 


(6) Durjani, Thalia: wallet cover. A square piece of cloth 
ia embroidered with a border and a lotus in the centre, To make a 
wallet, three of the comers are folded inwards, so that their apices 


(7) Китаї: handkerchief. It is small and square in shape. 
The design of ' Kantha ° handkerchief is usually a central lotus round 
which is grouped a variety of motifs. 

Some of the ritual designs on Kanths—particularly Mangala and 
Kalasa designs—are frequently to be seen. These designs are also 
executed by women only on festive occasions in fulfilment of certain 
vows (Vrata-Alipana). The form of the Mandala design in the Kantha 
is of particular interest. The centre of the Mandala is almost invariably 
filled in with the * Satadala padma ` or hundred-petalled lotus. The 
petals are not always exactly one hundred іп number but are made as 
‘numerous as possible, so as to suggest a hundred-petalled lotus. This 
design is surrounded by several concentric rings of thread work. They 
are always different from one another. The entire design is then 
circumscribed by radiating Kalasas (pot-design) and sometimes by 
Sañkhas (conch-shell design). — 


4. INFLUENCE OF TEXTILE PATTERN 


Another style of Kantha has a border with repeating design, 
^ similar to that sewn on saris. These Kanthas are embroidered by 
‘women of the weaver class and the designs are clearly inspired by the 
older craft. The pattern is chiefly carried out in darning stitch which 
gives an effect similar to weaving. When the stitch is of considerable 
length, it is broken one or more times by making a short stitch on the 
reverse. This givesa characteristic dotted appearance. The result of 
the above technique is that while Kanthas of the former type have a 
* dorokha ° character, in the latter the forms and designs which appear 
‘on one face are complementary to those on the other and the right face 

is easily distinguished from the reverse face 








Appliqué work is of great importance in connection with 
embroidery on Kanthas and deserves special mention. It is principally 
worked in two ways—cither in broad masses, such as can be seen on 
flags (Pataka) and canopies (Candrätap). A lion or a lotus motif, for 
example, is first cut out in red cloth and then placed on a white back- 
ground and stitched round the edge. 

‘According to the second process, a piece of cloth is cut up into 
narrow strips and used as ribbon round the design. The latter method 
is used with great effect for pillow-cases and actors’ costumes, А good 
illustration of this type of work is a pillow-case worked in white cloth 
and decorated with red and blue ribbon appliqué. The strips of cotton 
are hemmed on each side of the case with the raw edges turned in. 

Although infinite labour is entailed in this process, the decora- 
tive effect well repays the work done. The front and the back as 
well as the two sides of the pillow-case have a conventional design of 
a geometric pattern. . 

Kanthas are worked by women, each inventing her own design; 
and it is considered dishonourable to copy another woman's work. 
Original designs may be perpetuated in each family, mainly by asso- 
ciation with the Kanthas, but the women are encouraged to cultivate 
their inventive faculty by using their own original design. None of 
the preserved Känthäs are earlier in date than the early 19th century, 
and some are the work of more than one generation. 





the earliest times, the Bengali people have made the 

of weaving a speciality. The industry is spread all over 
province and almost every village possesses a number of looms. 
"The artisans in general are Hindu Tantubáyas, whilst the Yügis 
section of Hindus) and the Jolas (a section of Muhammedans) 
also a considerable influence. The Tantubayas have specialised 


fine weaving while the other two communities weave coarser 


There are two cotton crops in Bengal: the early crop, which 
is sown during the cold weather, and the late crop, which is usually 
sown at the'close of the rainy season and harvested in the hot weather. 
The chief cottons grown are Gossypium herbaceum and Gossypium 
neglectum. 


2. DACCA MUSLIN 


From the artistic point of view, the Dacca Muslin is the most 
important of Bengal's woven cotton fabrics. lis extreme fineness 
‘was once a wonder to the whole textile world. Watson says ” : “ With 
all our machinery and wondrous appliances, we have hitherto been 
unable to produce a fabric which for fineness or utility can equal 
the * woven-air' of асса...” 






ая Abrawan (running water) and Sabnam (evening dew). 

that Abrawan is so finely woven, that if it were thrown into a stream, 
- it would become invisible in the running water; and the Sabnam 
is said to be so fine that, spread on wet grass in the evening, it will 

become invisible until the dew has disappeared in the morning. 

A speciality of embroidered Dacca Muslin is known as Kasida. 

Te includes all kinds of embroidered muslins used as scarves, hand- 

kerchiefs and turbans. 
Figured muslin is known as Jamdani. “The peculiarity of 
the ordinary Jamdani is that it is begun as in the case of a piece 
of ordinary cloth, and a pattern of the embroidery, drawn on paper, 
ie pinned Beneath. As the weaving goes on the workman continually 
raises the proper pattern to ascertain if his woof has approached 
closely to where any flower or other figure has to be embroidered, 
when the exact place is reached, he takes his needle (a bamboo 
splinter), and as each woof thread passes through the intersected 
portion of it, and so continues until it is complet 










embroidered pattern 

border, the weaver, if a skilful workman, usually dispenses with the. 
aid of a paper pattern," 

Thickly woven textiles are to be found in most villages and 
are known as mota-kapar. In the hill district of Tippera coarse cloth 
is also woven in bright stripes called расһаға and reiya. Some 
of the coarser cloths are used as towels and bed-sheetinge. 








3. WEAVING 


‘The tools and appliances used by cotton weavers consist of a 
spinning wheel (Charka) and a spindle (Teko or Takli). The cotton is 


fine and soft cotton. The later is then rolled on а stick in the 
form of a cylinder, approximately half a cubit long and half an inch 
in diameter, Fastening this to the spindle (Теко), the wheel is 
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the wheel and rolled on a revolving reel called Charki. 
quantity of thread thus rolled is called a ° feti" or skein. A ‘ тога" 
consists of 20 such ‘fetis,’ The spindle (takli) is not much thicker 
than a stout needle. The spinning by this process is usually done 
by women under thirty. It is from ten to fourteen inches in length with 
а small clay spindle-whorl attached to the bottom end. The spinner 


rests the spindle in the hollow of a shell and revolves it between the 
and the forefinger of the one hand, spinning the thread from 
of held in the other, When a quantity of thread has 
been spun and collected, it is wound on a bamboo reel. 

According to the quality of the stuff required 1,000, 1,200, 
1,300, 1,800, 2,000, 2,200 or 2,400 threads are warped on the mill. 
"The length of the warps are, as a rule, 50 to 100 yards long. The 
method of weaving may be best described by referring to an 
illustration provided by Watson.” 

For bordered saris and dhutis and for striped and check fabrics, 
the threads are arranged according to the required colours. And to 
secure the * lease or plane of separation of the different coloured 
threads, the smooth bamboo shed-sticks cross the warp at the requisite 
intervals, 

On finishing the weaving, a blunt beater of equal length and 
breadth called shipi or a hard brush is worked to and fro on both 

ssm ~ 
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` The silk industry is widespread in Bengal. Тһе alluvial districts 
a falley are the home of the mulberry tree. Malda, 


for their silk. Large quantities of silk fabrics are also manu- 
and Midnapur. The hill tracts of Western Bengal, 

chiefly Manbhum and Singbhum are centres of the Tasar silk industry, 
while the Eri silk is to be found in the sub-Himalayan regions of 
North Bengal and Assam. Kora is unbleached and unwashed silk, 
and when washed and bleached it is known as Garad. Dhutis, 
Lungis (cloths), Chadars (sheets) and saris, handkerchiefs, scarves, and 
gown pieces are the chief woven silk goods of Bengal. 

The following is a list of the best class of silk goods : 

(1) Báluchar saris (figured and embroidered) with afchläs or 
ornamental end-pieces. 

(2) Shawls with ornamental borders and corners. 

(3) Scarves of the same type as shawls, only much smaller. 

Besides these there are striped and check fabrics of various bright 
colours. No design or ornamental work is usually made on Tasar silk- 


| 
[ 


5. DYEING 


"The use of indigenous vegetable dyes is practically extinct in 
Bengal. In Faridpur a yellow dye was at one time obtained from the 
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flower of the ¡kusum tree (schleicheria trijuga, Willd.), the petals of 
which were dried and boiled and the solution used for colouring yam. 
In the Chittagong Hill Tracts blue dye is still obtained from the indigo 
plant and a red dye is obtained from the roots of the tree known as 
ranggach (morinda angustifolia, Roxb.). The roots are first cut into 
small pieces and smashed into a pulp. Water, into which ashes of 
tamarind wood have been added and carefully strained away, is then 
added to the pulp and the yarn is kept soaked in it for a night. It is 
placed three or four times into the solution and, before the last dipping, 
is smeared with vegetable oil. In the Chittagong district a chocolate 


days in cold water. The black colour of hooka shells is in some cases 
to be natural ; in others it is obtained by burying the shells 
underground for some days. In some parts it is applied by burning 
the outer scrapings and applying the ashes or by mustard oil er by a 
i üt of 














IRING the progress of festivities and religious functions, the 
women of Bengal make Älipans drawings on mud floors and 
‘on courtyards. They are drawn on the ground by means of a small 
piece of cloth wrapped round a finger, and which has been soaked 
in thin ground rice paste. These rice-paste drawings are connected 
with certain rites performed exclusively by matrons (Nári-Vrata) and 


virgins (Kumari-Vrata) or by priests on behalf of women (Sastriya- 
Vrata). 


2. VRATAS 


Vratas are practical rites for the realisation of special wishes, and 
performed according to rules transmitted from generation to generation. - 
‘These are not confined to any religious cult or special sect. The most 
common wishes of Vratis (women practising the ritual) are for long life, 
birth of a child, wealth, victory and general well-being. The Alipana 
drawings are executed during the performance of these rites. 

It is not improbable that powdered rice was originally used for 
these Alipand drawings. Perhaps the necessity for using thin ground 
ice paste first arose when Alipana drawings were drawn on walls and 
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DRAWINGS AND PAINTINGS: ” 


circular Alipana. KI Wa ne pied one N 


Id ihis design, checactertice of the circular Alpana блім, 


a type which may well be termed Vardhamana, has been evolved. 


4. VRATA ALIPANA 


The Alipana of the Vrata-stories is somewhat different, consist- 
ing of fragmentary pictures illustrative of stories. The theme of 
these illustrations are consequently more varied. As a rule, the Vrata- 
Älipands are drawn during the winter months by young girls, the 
Alipana drawing of Tara-Vrata being the most popular. On each 
day a different motif is drawn until, on the very last day of the season, 
all the known motifs are executed together. 

` Curiously enough, only for the Alipana drawing of the Magh- 
mandal-Vrata, another favourite of the country girls, various coloured 
powders are used. This design usually consists of five concentric 
circles with representations of the sun and the moon at the top and the 
bottom. The preparation of this Alipana drawing is different in that 
the patterns are cut into the ground. Тһе first circle is filled in with 
powdered bel leaves (green), the second one with pounded turmeric 
(yellow), the third one with burnt powdered husk (black), the fourth 
‘one with powdered brick (red). Тһе sun is filled in with powdered 
brick and the moon with powdered rice—the one representing the red 
glow of the sun and the other the mellow white light of the moon. 
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As an illustration of one of the many Vrata.stories a ballad 


° leading 
ice drooping low with their burden. Then she drew the palace 
god Siva and his consort Pärvatı in the КаШва mountain. 





the middle of a big lotus leaf she painted Visou and Laksmi seated 


in this panorama. 

She next painted the sea, the sun and the moon, and last of all 
an old dilapidated temple in the middle of a woodland with the picture 
of а dead prince inside it. She drew all figures excepting her own 
The figures of the Needle-Prince and of his courtiers were all there 
but not any of her own. 

When the painting was finished, she kindled a lamp fed by 
sacred butter and then she bowed down with her head bent to the 


EE 







‘not merely decorative. The elements of the design include conven- 
tional flora and fauna, concentric circles in series, spirals or curvilinear 
‚devices, short lines in series, foot-prints, ovals, swastikas, or geometrical 
designs or human and animal figures. 





5, HIEROGLYPHS 


Some of the forms and motifs found in Alipana drawings are 

hieroglyphic im character, These forms and motifs can be traced to 

representations of ancient times. Further, there is a strong 

reason to suspect, as Dr. Malcolm, Curator of the Horniman Museum, 

points out, that certain leaf-like patterns, arcs, dots, parallel wavy 

lines, hatched lines, fish and animal motifs have significant resemblance 
to the tattoo designs practised by the aboriginal tribes of Bengal. 

From the study of different kinds of Alipana drawings, it is 
evident that repetition and uniformity of motif are fundamental. The 
symmetrical. character of the Alipana designs predisposes us to suspect 
that there is a definite survival of forms derived, no doubt, from 
earlier motifs. Although these Alipana drawings illustrate the 
continuity of thought, one cannot omit the religious” aspect of the 
subject. The desire of these simple people express themselves by 
means of drawings. This desire to propitiate by means of incantations, 
vows, etc., accompanied by some manifestation in practical form, 
whether pictorial art, dancing, singing, etc., is by no means uncommon. 





6 PATA-PAINTINGS 


In Bengal, the word Pale signifies picture painted on cloth or 
paper. This word as used in the current dialect has developed into 
Paluà, meaning a painter. 


' ° 
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The earliest Pofa-paintings of Bengal are undoubtedly products 
of an art practised from very early times in the province. Elaborate 
directions regarding the preparation and the method of painting are 
recorded in ancient Sanskrit works much atthe Vigudhamotaram, 
Silparatnam, etc., and have been a guide for succeeding generations 
of Indian artists. 


7. SCROLLS 


"The paintings are in the form of scrolls which exhibit continuous 
representation, and are shown to the public to the accompaniment 
music composed by the artist himself. The second 
of the Kalighat Pafuss are drawn on * tulat * (hand-made coarse 
paper), a litte larger than a foolscap sheet. The scroll paintings are 
so long that it is not possible for a spectator to visualise the whole 
picture at once, and so the meaning becomes evident only as they are 


8. PREPARATION 


The preparation of the cloth, selected for its even texture and 
‘smooth finish is coated with a thin layer of clay paste, carefully 
pounded and: usually mixed with cowdung and water. When dry, 
the surface of the cloth is rubbed smooth, and it is then ready for 
painting. Lime or chalk paste on paper-faced cloth is another 
‘method of preparing a scroll. The memory image of the figures 
to be depicted are then painted in appropriate colours and outlined in 
lampblack or red. 

9. COLOURS 

Five primary colours—white (iveta), yellow (pita), lampblack 

(rina), green-brown. (haritàla), red (rakta) are the usual media of the 


artist. Goldleaf and golddust, silverleaf and silverdust may be also 
eum 





noteworthy. In the symbolic representation of the forest, a few trees 
only are used in the background. 


10. JADU.PATUA 


"The scrolls drawn by the Jadu-Pafuds are relatively narrower 
and smaller. These pictures were originally exhibited tothe tribal 
peoples of Western Bengal and Eastern Bengal, i.e., Santals and 
Bediyäs, respectively. But nowadays, they have become quite familiar 
to the people in the villages. According to Dutt,” ‘whenever а 
Зала] man, woman or child dies the Jadu-Patua appears at the house 
of the bereavel family with a ready-made sketch of the deceased done 
from his own imagination. There is no attempt at versimilitude but 
the picture merely consists of drawings of an adult or child or a male 
or female according to the age and sex of the deceased. The Jadu-Pafua 
presents the picture completely drawn in colour with one omissic 
only, viz., the iris of the eye. He shows the picture to the relatives 
and tells them that the deceased is wandering about blindly in the 
‚other world and will continue to do so until they send gifts or money 
‘or some other articles through him, viz., the Jädu-Patus himself, so that 
he can perform the act of Caksudan or bestowal of eye-sight. . - 
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the relatives make presents of money or some other articles of 
domestic use to the Jádu-Patuá for transmission to the deceased and 
the Jadu-Pafua then puts the finishing touch to the picture by perform- 
ing the act of Caksudan or supplying the iris of the eye in the 
picture of the deceased. I is perhaps from this semi-magical practice 
the Jadu-Patua derives his name (Jadu—magic ; Polut—painter)."” 


borrowed from the epic, but their technique is always essentially 
primitive, 


Il. KALICHAT-PATUA. 


In the miniature paintings of the Kalighat-Pafuas, a greater 
‘efficiency in line drawing has been achieved. The first drawing is 
made with one long bold perfect sweep of the brush. Often the line 
is made in such a way that it is difficult to say where the artist first 

“touched the paper and where he finished the outline. А drawing like 








1. POTTERY 


НЕ chief earthenware used by the common people are food, 
cooking and drinking vessels. Dolls, toys, fruits, fishes, animals, 
whistles, and other small objects are frequently made of earthenware. 


country districts, thus maintaining a continuity of tradition and pro- 
sperity of the pottery industry. 
2. MATERIALS AND THEIR PREPARATIONS: 

A suitable medium for making pottery is obtained from the 
banks of rivers or canals and from the silt deposited in the fields. ` 
The clay is well moistened with water, and all extraneous substances 


3. WHEEL 


The diameter of the whole wheel (chak) is usually rather more 
than three feet. In the centre is a solid disc of tamarind or some 
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other hard wood, some thirteen inches in diameter, to which the outer 
rim is joined by means of four wooden spokes, each of which is six 
inches in length. The outer rim, which is about six inches wide, is 
made of bamboo splints, bound with cane and covered with a thick 
plaster of clay mixed with jute-waste ; the object of this rim is to act 
as a counterbalance. The wheel is supported on an iron or wooden 
axis turning in a pivot fixed in the ground. This enables the wheel 
to revolve freely and reduce the friction to a minimum. The wheel 
` îs worked by hand or by means of a bamboo stick (lathi), and revolves 
horizontally. 

4. METHOD OF MANUFACTURE 


A moistened and well-kneaded lump of clay is placed on the 
central disc of the wheel ; and as the wheel revolves, the workman 
works the mass of clay on the disc. Each vessel, as it is moulded, 
has to be separated from the rest of the mass of clay, and this is done 
by drawing a string gently through the clay at the place where it is to 
be cut, while the wheel is turning at full speed. The vessel is then 
sun-dried for a couple of days ; and when it is somewhat hardened, 
it is placed in a hollow mould made of earthenware, which is sprinkled 
with sand to prevent the vessel from adhering to it and from conse- 
- quent cracking. А pot is then beaten with а flat wooden or carthen- 
ware mallet, held in the right hand, against a smooth, oval-shaped 
stone held by the left hand on the inner surface. When the required 
shape has been given to the vessel, it is again sun-dried, and the 
surface is then polished with an earthenware pestle (baila) or cotton 
fibres folded and moistened with water. 





5. HAND.MOULDING 


ously enough hand-moulding of pottery still survives in 
Bengal. In the “ Evolution of the Domestic Arts "it is observed: 





the upper part of a vessel made by the wheel. A slip, generally red 
or yellow ochre, is then applied to the vessel. 


6. BAKING 


The baking is done in an open furnace, fired generally by wood, 
while coal is also used in some parts of Western Bengal. The furnace 
is a big hole in the ground over which there is a platform of wood and 
mud under which there is side opening for the fuel. The pote are 
arranged on the platform in a pile, each set of pots being covered 
with a layer of straw. Baking continues for six to eight hours and 
the pots are left three or four days to cool. The pottery varies in 
shape, some globular and broad and some pear-shaped. 


7. DECORATION 


The decoration of pottery may be either plastic or pictorial, The 
plastic ornament consists of indentations, incisions, stamping of the 
clay pot, or pelleting. The pottery may be decorated with interlocking 
circles and wavy lines, zig-zag and cross-wise lines. Glazing by 
covering the product with a resinous varnish, sometimes of contrasting 
colour, is a late invention. 

‘The bulk of the pottery is coated with red slip but painting with 
different colours is not unusual. For painting pottery there are two 
methods. For a class of earthenware called Sakherhadi (pleasing to 
look), Mangalghata—ceremonial pitcher, Manasdghala—pitcher sym- 
bolising Manasa, the goddess of snakes, and ceremonial plates such as 














also by ornamentation. The most common method of producing a 
shining black colour is to fire the articles slowly in a closed mound of 
earth in order to produce a volume of carbon coating the sun-baked 
pot. А silvery-black colour is produced with an additional mixture 


‘unbaked pottery with certain seeds or a mucilaginous juice somewhat 
like gum, thereby producing a polish which remains even after the 
vessel has been fired. The pottery, on the whole, exhibits a consider- 
able beauty of outline, showing a close affinity in shape and size with 
the prehistoric remains. 


9. TERRACOTTAS 


The potters (Kumars), and women, irrespective of classes make 
terracotta delle, toys and idols. The objects are made by two pro- 
cesses—by hand and by casting. 







A» The band made objects are fashioned by pinching, using pellets 
y and desired 


en 

slow fire of rice husks or in the sun. In rare instances they are painted. 
Sometimes sun-baked clay figurines are glazed with lac. 

‘These figurines are usually flat at the back and rounded in the 
front ; and the arms are extended. The female figures sometimes 
wear broad girdles; but are otherwise nude. There is a complete 
disregard of accuracy of anatomical details. The height of the figurines 





is three to five inches, never exceeding one foot. 
11. CASTING 


In this process, casting only is made by the potters. The whole 
figure or the face only is cast in а mould ; andin the latter case the rest 
of the body is modelled by hand. The original mould is very ancient 
and is used from generation to generation. A quantity of clay 
varying according to the size of the figure is pressed on a mould coated 
with sand. This coating of sand enables the cast to be withdrawn 
from the mould. This is then baked in the sun and fired before it is 
painted. Colouring gives animation to the different poses of the 
figurines and the treatment of the drapery is especially noteworthy. 
The droll figures which occasionally come out of the potters’ mould 
show an overwhelming sense of humour. Of the many representa- 
tions of animals by the potters, the cow and the calf, horses, birds 
and elephants bear the mark of a very old continuous tradition. 


12. CULT OBJECTS 


Most of these figurines are used as dolls and toys for children, 
but from this it is not to be concluded that they necessarily originated 
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as such. To begin with, some of them must have been used in adult 
games, gradually becoming children's toys, In some cases the process 
has been different, the children's toys being originally cult objects. 
The figurines mother and child, $tali, Şahi, etc., are some instances 
of guch cult objects. These figurines are very simple in character and 
represent only the bare outline of human form and are invariably 
Jacking in fingers and toes. The mother and child figurines are the 
Si valued of all the clay dolla and toya in Bengal. Bis of day: ore 
stuck on the figurines to represent necklaces, armlets, girdles and 
anklets. In some cases, the ornaments and girdles are not denoted by 
adding additional bands of clay but are merely suggested by a few lines, 
Moat of these figurines including Sasthi and Sitals are nude, and some 
of the sitting mothers are distinctly steatopygous. 


13, GODDESS OF FERTILITY 


"The universal worship of Sasthi, the goddess of childbirth, still 
prevails in Bengal and there is no doubt that these nude figurines 
represent the goddess of fertility. Coomaraswamy” writes: ** We can 
safely assert that the Indian nude goddess was a goddess of fertility, 
for this is written unmistakably upon her image, that she was a popular 
and perhaps the greatest of the many non-Aryan feminine divinities 
who later on were gradually and only with difficulty merged in the 
Brahminical and Buddhist panthcons as Sakti, and she is in the last 
‘analysis identical with the Great Mother, the Supreme Devis of the 
Tantras. 


14. TOY HORSE 


The figures of horses are mounted on two wheels, the axles of 
which support the front and hind legs respectively. The eyes are 
represented by fattened clay pellets with a lateral notch in the centre. 
The upturned tail gives an impression of vivacity and vigour. The 
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BER WA Glass ions ihe foot of be Banjo or 
ju (Euphorbia) tree, both of which are regarded as sacred. 


15. AGE-LONG TRADITION 


А most remarkable feature of these clay dolls and toys, parti- 
cularly of the hand-made mother and child figures and toy-horsecarts, 
is that in technique, at any rate, they are practically indistinguishable 
from similar clay бети found at Mohenjo-Daro. Kramrisch " 
The chronology of Indian terracottas has given 
have been drawn 
from the existence of the various types. “Primitive” types have been 
assigned an early and sometimes a prehistoric date. The * Primitive 
types, however, are as frequent at Mohenjo-Daro in the third 
millennium B.C. as they are in the Ganges Valley, etc., from the 
Suga to the Gupta period, i.e., roughly, before and during the first 
half of the first millennium A.D. and their number is not less to-day, 
made as they are by the potters and women in the villages of Bengal, 
Bibar, ete.” 
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METALS 





[HE knowledge of metallurgy is both old and widespread im 
India. Metallic vessels were known in the Rg Vedic times; and 
subsequently, in the classical and medieval periods, copper, brass and 
bronze objects were in universal use, as they are at the present day. 

The manufacture of domestic articles and jewellery in precious 
metals like gold and silver has always been limited in Bengal. The 
uses of copper and brass, however, are almost endless; and the articles 
and images fashioned in these metals are usually clegant, although 
they are sometimes curious and grotesque. 


1, MATERIALS 


Copper is still considered to be the purest of all metals; and 
until recently ritual objects were entirely made of this metal. Now- 
a-days, however, for domestic purposes, brass is preferred, although 
vessels of this metal are sometimes used in rituals. As it is difficult 
to keep brass clean and polished, а new alloy (kansa) has come into 
common use. It is bell-metal or white brass made of copper and tin, 
mixed in the proportion of about 7:2. Brass is an alloy compound 
‘of copper and zinc in the proportion of 5: 4 or 5: 3, but these may 
vary from place to place. 

2. METHOD OF MANUFACTURE 


Brass, bell-metal and copper objects are manufactured by means 
‘of two methods : the cire-perdu process, and hammering. 


the cire-perdu method, which s being widely practised in India 





aali vi la chisels. The earthenware core is 
then removed. 


4. HAMMERING. 


According to the second method, broken pieces of metal are 
melted in earthenware crucibles (muci) by means of wood, coal or 
charcoal fire. The molten mass is then poured into moulds; and 
cooled with salt water. Each ingot is used to make a single utensil. 
It is heated and beaten upon anvils into sheets. The expanded sheets 
are then cut to suitable sizes and are again hammered; the alternate 
process of heating and beating continues until the sheet metal acquires 
the desired form. Having worked the utensil over with a chisel and a 
file, the object is polished with cocoanut and jute fibres soaked in oil. 
5. PAN 

Pan is used as soldering material. It is largely composed of 
brass scrap and borax (Schägs). Two sheets of brass are dovetailed 


into one another and beaten flat, and then soldered with the Pan 
compound. 


(Khanca), and toilet boxes are notable examples of the work of the 
Bengali metal workers. These articles are incised with floral and 
linear designs, fish and bird motif, and figures of divinities. The 


For the purpose of ritual ceremonies, the following articles are in 
use, and are particularly important aesthetically. Ornamen- 
plates (Puspapatras) of different sizes are used for holding 
‘and other offerings, Pañcapradips, temple lamps, are of 
variety : the most characteristic are the standing lamps in the 
a lady, holding in both hands five shallow bowls which are 
lamps. These temple lamps are waved before the divine 
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'a Garuda or Hanuman figure, the vehicular manifesta: 
These are rung each morning and evening in the 
at the time of worship. Tray stands, of which the 
а boldly modelled bull or a peacock, are used for 
ings. The latter object is closely akin (o the 
of brass and bell-metal work." 
juge brass chariots (Rathas) are also profusely deco 
and animal motifs, illustrating mythological and 
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brass workers do not use any tracing or pattern. They rely 
hammer held in one hand and an iron graver in the other. 

traditional workmanship in metal is handed down from father 

1; and their instinctive sense is shown in the continuity of pattern 


Essen rer great period of tines, THis isle revealed fa tha 
decoration applied to ritual objects. The workman plies his craft sure 
of himself ; and the designs and patterns of several hundred years ago 
are faithfully worked to-day. 


7. THE INFLUENCE OF CANE WORK TECHNIQUE. 


Cone work technique as applied to metal is illustrated іп objects 

as rice-bowls, lamps, incense-burners, and village gods and goddesses, 
particularly of West Bengal. These archaic metal figures are generally 
used for rituals, although in many instances they have lost their original 
significance and are now used as children's toys. Spirals and parallel 
bands are used to denote hands and feet and for decorative purposes 
generally. For eyes and breasts metal pellets are hammered into the 
body of the figure. Weaving and reef knots in metal are also 
employed with extraordinary cunning. The elephant figure on the 
rice-bowls, the God Gageia and the Goddess Kal ( >) show fine 
examples of this technique. 


8. PRIMITIVE ORIGIN 


"This method of brass working suggests a primitive origin. It is 
believed that the Hindu and Buddhist pantheons have absorbed and 
assimilated, within their folds, many forms of fetishes and icons belong- 
ing to earlier and primitive cults. And, of these fetish forms, non-Aryan 
in origin, many having failed to attain the status of Aryan 
have been tolerated as Gramya devatàs or Kula devatas 
deities or tribal gods `" and family ** lares and penates.) The plastic 
conception of the images has dispensed with iconographical and 








own aesthetic vision and innate sense of form. 

"These figures “ appear to have originated as a result of close 
relationship between magical beliefs and mythological thinkinge,””” 
giving evidence of a sense of animation, which is probably symbolic of 
a primitive, spiritual urge. The remarks of Gangoly” about the 


Jadu-Patuas (magic-painters), who were originally metal workers but 
have now taken up painting.“ 


Chapter Seven 
^ BASKETRY 











1. MATERIALS 


[JASKETRY and matting are made practically im all districts of 
Bengal. The materials used for their manufacture are flexible 
creepers (Latas), Bamboo (Bais), reeds (Khugra), grasses (Hogla), palm 
and date-palm leaves (Talpsti and Khejurpsta). The old and tough 
shoots of plants are used especially for this purpose. 


2. PREPARATION 


Great care and skill are necessary for the preparation of the 
material for basket-making. The quality of the finished product 
depends largely on the material used. Canes, bamboos, elc., ate 
split and then subdivided and twisted until the desired warp or weft is 
obtained. The delicacy of the products resulting from these operations 
has been aptly described in the proverbial Bengali saying that these 
“could be rubbed on the eye without hurting.” * 

The finished strands are then buried in muddy-water, preferably 
under hyacinths, for a few days. Apart from giving durability, 
this process is an additional protection against the ravages of wood 
beetles. The natural colour of the material is changed, or modified 
by dyeing it in vegetable colours. The juice of the Gab fruit is in 
univerrsal use for producing a nut brown shade in baskets. 

The principal technique of basket-making is that they may be 
either woven or coiled. The woven typeis of a definite pattern made 


BASKETRY al 


edork, wickerwork, and twinedwork, each in several varieties. 
3. CHEQUERWORK 


“In chequerwork, warp and weft are of similar thickness and 
width. The weaving is simple, each strand passing alternately over 
one another. When the weaving is close, the chequer patterns are of 
equal and similar size. If the warp is of one colour and the weft of 
another, a chequerboard pattern is produced. Sometimes the colour 
contrast depends on the quality of the material, particularly with wefts 
and warps of palm and date-palm leaf strips. In the process of drying, 
these young leaves have а satin-like glossiness. 

‘The relative width of the strands, their angle at intersection, the 
use of colour, and minor differences of technology, all result in 
variations in the manufacture of chequerwork basketry. 

The bulk of the Hogla (Typha elephantina) matting is made in 
“chequerwork, but at times the patterns run obliquely, giving them the 
appearance of diagonal weaving. 


4. TWILLEDWORK 


According to this technique, the weft passes over and under 
two or more warps, producing a diagonal or endless variety of diaper 
patterns. Twilled work is often combined with chequerwork in Bengal. 
An excellent variety of twilledwork is produced by this process making 
use of coloured strands. By a skilful manipulation of the two sides 
of a splint, by using leaves of different kinds, or with dyed strands, 

sus 





This method is used for making baskets (/huri) in common use, 
especially of a heavy type. In wickerwork, the warp is thicker and 
less flexible than the weft. As a rule the weaving is simple, each 
weft passing alternately over and under the warp. The effect is that on 
the surface there appears a series of ridges. Wickerwork is usually of 
a coarse weave, but fine specimens also are found all over the province. 


6. TWINEDWORK 


In twinedwork, as in wickerwork, the warp is thicker and more 
rigid than the weft. The weft is used in twos and threes, and it is 
twisted in half-turns resulting in ply strands, twine or braid. 

Several varieties of twinedwork : Plain, Diagonal, and Wrapped 
types are found principally in Bengal. 

The method used in woven basketry, especially in twinedwork, 


can be properly understood only by a close and detailed study of the 
baskets manufactured in Bengal. 


7. COILED BASKET WORK 


In coiled basketry, the foundation is first laid by coiling the cane 
round a central core at the base. lt is then built up spirally, gradually 
widening the diameter of each coil until the desired height and form 
is attained. Each spiral coil is fixed to one another by bamboo splints, 
making use of an awl. This method of fixing is peculiar to all 
districts of Bengal. 





eASKETRY % 
Called baskatry varies in size and quality. There sec deli 

NEE as th ca vd a tel baaba EO pace 

‘others may be as large as coarsely woven storage jars called Dhamas. 


8. BORDERS ON BASKETRY (MUDIBHANGA) 


to the basket by long cane strips. 

‘There are different methods of foundation for the weaving. The 
simplest form is to start from the bottom, arranging four warp stems 
in pairs and crossing them at the centre. As the weaving becomes 
more complex, stems increase to sixteen in number, crossing in groups 
‘of four at the centre. A widespread custom in Bengal is to give what 
Mason calls a “kick” to the bottom of the basket, thus forming a 


9, ORNAMENTATION (NAKSA) 


For ornamentation, many geometrical designs, folinge patterns, 
and, in rare instances, human and animal forms, depend upon the 
structure and colouring of the different strands. Coloured ornamenta- 
tion is done by employing material of natural colour, use of dyed 
‘materials, and addition of beads, cowries and other ornamental 
‘objects, The most striking artistic effect is obtained by simple lines, 
bends, spirals and geometric designs. These are adapted to the 
weaver's fancy and to the general form of the different objects. The 





10. DECORATION OF THATCHED CEILINGS 


The decoration of thatched ceilings displays a unique craftsman- 
ship. The beauty of the curvilinear roof of the Bengali cottage 
architecture is renowned. The old literature of Bengal is full of 
descriptive references to its architectural beauties.” 

The framework of the ceiling is made of bamboo and coloured 
strips, producing chequerboard, diagonal, spiral, diamond and zig-zag 
patterns. The Gokhura (like slough of cobra) Japco (intertwined) 
knots of the ceilings as well as knots used for the Mukhpath (eaves) 
are of high artistic excellence. As Dutt™ remarks, * vitality and 
beauty are combined in'a most wonderful manner in the strength of 
the bamboo frame and of the cane rope-work on the one hand, and 
the variety and originality of the decorative design of the painted 
strips of cane, on the other.” 


11. MATTING 


Mats are woven of bamboo, reeds, grasses, cane and strips 
of palm and date-palm leaves. Bamboo mats called Darma are 
manufactured in large quantities in Eastern Bengal and are used as 
walls of houses. Artistically two kinds of mats are noteworthy : 
those made of Madur grass (Cyperus tegetum, and Cyperus Pangorie) 
and those made of Sitalpati grass (Maranta dichotoma). 





The industry is entirely in the hands of women. "Parents 
receive a heavy compensation from the men who mary their 
daughters, the amount being proportioned to the skill in making 
Sitalpafi mats.” Figured Sutalpati mats made in the districts of 
Sylhet and ‚Faridpur are renowned for their fine workmanship and 
design. Mats ornamented with ivory strips and beads are also made 


WOODWORK 








CCORDING to she Sanskrit dion, the worker in wood is called 
a "'Süradhar," or “one who holds the string." He is the 
principal exponent in Bengal of craftsmanship in wood and is an 
important member of the village community. Woodworkers are 
mentioned in the Rg Veda and subsequent literature, 


Both the Brhat Samhits and the Silpa-iastra (a treatise on art) 
give full directions with regard to the season and the manner of felling 
trees, the seasoning of the wood, and the manufacture of various 
articles from wood. The tree is to be cut down only when. the sap has 
dried up. Trees growing on burial places and burning grounds, or on ^ 
consecrated lands, are considered unsuitable for the manufacture of 
domestic and ritual objects as well as those with withered tops or grow- 
ing by the road side. To all intents and purposes, the same traditional 
principles are observed by the local woodworkers of to-day. 


3. OBJECTS 


Owing to climatic conditions, the large bulk of the wood-carvings 
of Bengal have fallen into decay. The extant examples are to be 
found in architectural woodwork, chariots, cars (Rathas), and 





dancing women, and Уаш or Durga in various incarnations, 

Cars and chariots, in which images of gods and goddesses are 
carried in procession on sacred festivals, are most elaborate structures 
covered all over with mythological carvings. Similar designs are charac- 
teristic of thrones. Some of the best carvings in wood (e.g., mother 
and child), however, are in low head pieces mortised into bed-legs and 


throne are often shaped as alligators’ heads (Makara-mukho). 

Of great interest are the wooden mortuary monuments known as 
"< Bnakath '" which are to be found all over the province. These are 
generally placed at the junction of three roads in order to commemo- 
rote the dead. 

Usually a male or female human figure is carved at its base. In 
the centre, a sacred bull and on the top a Siva-liigam, or an image of 
Hara-Parvati are fashioned out of solid wood. The Sikhara (upper 
part) is finished either by a carved pyramid or by pointed finials. 

The woodwork of Bengal thus represents two styles: sculpture 
in the round, and relief work on the flat. 

Wood-carvings, being originally painted in colour, have, inspite 
of years of neglect, maintained their original brilliance 


am old Bengali tradition. The colour scheme is made up of red, 
black and blue; and yellow forms the general groundwork. Usually 
lac varnish is applied to fix the colour. 

In shape and form some of these wooden dolls remind one 
of the coffins in which Egyptian mummies were preserved. Male 
figures are rare among dolls. 

5. MASKS: Y 


From time immemorial, masks have been associated with 
artificial faces worn by actors in folk dramas or by devotees, for 
exciting terror especially at Gambhirs festivals. — Mask-dancing 
has been common in many religious festivals of Bengal, when masks 
are worn to represent gods and goddesses in human and animal 
forms. Generally half-masks, both coloured and plain, are to be 
seen in large numbers at these festivals. The wooden mask is 
usually coloured in red, black and yellow, enlivened by an intensely 
dramatic expression, fascinating and even frightening the spectators. 
The illusion is so real that the wearer appears, for the time being, 
the person whom the mask represents. The wearing of such 
masks and false garments can be correlated with similar primitive 
belief and custom in other parts of the world. 

6. BOAT-BUILDING 


Bengal is famous for the number and variety of its boats. A 
few centuries ago, ship-building reached a high degree of perfection; 
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and vivid descriptions of the construction of sea- or river-going 
vessels can be found in ancient Bengali literature,” especially in the 
Manasa-Mongal and Chandi-Kavya. 

Teak (Tectona grandis), Bibul (Acacia arabica), Sal (Shorea 
robusta), Uri-am (Magnifera longipes), Kadam (Anthocephatus 
eadambo), Jam (Eugenia jambolara), Gab (Diosphyros embryopteris), 
Karai, Jérul (Lagos troemia flosreginoe), and Sundari (Heritiera littoralis) 
are amongst the woods employed. The building of the boat is 
undertaken on an auspicious day after due consultation of the Pañjika 
or astrological almanac. 

"The keel (daurd) is fist laid and the ribs are then fastened in 
position by nails and bolts, The gunwale is fixed at the appropriate 
height by means of stringers (galai), and the sides of the boat are 
then built up by the Clinker method. 

The bow of the vessel has an important decorative function 
in boatbuilding, and differs from one vessel to another. In ancient 
literature," references are made to seven types of bows, representing 
lions, buffaloes, serpents, elephants, tigers and birds, especially 





Both sterns and bows are sometimes decorated with an * eye or 
^а lotus motif. Each eye is fashioned in brass, and nailed high up 
at either end. The form is conventional, surmounted by a symmetrical 
eyebrow and ending up with an alligator form. 

‘Amongst the best known boats plying in Bengal rivers arc small 
passenger and fishing boats (Dinghis), rowing and racing skiffs 
(Baicer-nauka), large fishing boats (Mechho-baicari), travelling houseboats 
and ceremonial barges (Bajra), and cargo carriers (Рапзі). Sampans, 
‘obviously of Chinese origin, as well as sea-going vessels are still built 
in Bengal, particularly in Chittagong district. The latter are usually 
profusely decorated and ornamented. 
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Left Coloured wooden female doll, Birbhum District. Limbs 


PLATE Ш 





з. 





shown in colour only; black and red lines drawn with steady 
strokes on yellow body colour. and sky blue on the skirt. 
Another wooden female doll. Coloured on a white coating, 
Hooghly District. Lines bold. General shape of the figure 
denoting volume. 


Circular Alipans, Birbhum District. Central starting point 
pose ag Foot marks representing the 
goddess Lakyni, shown in four corners. 


. Tári-Vrata Alipana, Faridpur District. Drawn with the solution 


of ground rice. On the top the sun with the matted hair 
Ranked by Siva-Durgi motif, in the middle the whole 
universe with sixteen stars and on the bottom the moon and 
also the earth representing the seat of the devotee. Right 
side, various kinds of omaments and household goods. 


Mighmandal-Vrata Alipani, Dacca District. Drawn with five 
coloured powders. The main bumt-brick colour used in 
drawing the sun at the top, the first circle of the central 
universe (Mandal) and the seat of the devotee. Left side, toilet 
‚objects and ornaments. Right side, a cloth, а Madar tree. а 
Lakymi-casket, a running horse, and a pair of bangles. 


PLATE IV 


PLATE VI 
8. 


PLATE VIII 
M. 


sı 
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|. Toy or a cult object. Probably a dog. Birbhum District 


terracotta, marked by incised lines. 


- Toy object, home mounted on wheels, Mymensingh District. 
Handmade 


terracotta. 


Massive body, omamentation by incised lines. Indian red 
colour secured by burning the figure under the fire of husk. 
Pellets used to mark eyes, lips deeply indented. 
Sun-baked clay female dolls, Faridpur District. Handmade. 
Completely coloured with a lacquer coating. Colour scheme 
divided into two portions—black on the upper ран and Indian 
red on the lower. 


Terta.cotta doll, a milkmaid shaped by hand with the help of 
a wheel, Birbhum District. Drapery, ornaments and eyes 
painted with Indian red and black on silver coating. Left 
hand embracing the child and right one touching the tip of the 
pitcher—its globular portion forming part of the face of the 
figure. 

Similar terracotta male doll mounted on an elephant, 
Birbhum District. 


Mother and child, Mymensingh District. Hand-made terra 
cotta doll or a cult object, Ornaments executed by instrumental 
pressure. 


Wooden female dolls, Kalighat. Painted with yellow. red and 
black—yellow being the body-colour and the cloth red. Free 
from angles and no sign of lees 





9 
13. Owl from Burdwan District, Painted toy, curved out from 


bamboo. 
14. Wooden female doll, Tippera District. Executed luxuriously 
with patches of colour over an underlying painting of darker 
hue. 


15.16. рме and homes mounted on wheels, Tippera District. 


17. Wooden gate-keeper of а Ratha, Khulna District. Painted 
with yellow and nut.brown. Grotesque in form. 


18. Bgekih (wooden-post) representing a male figure in relief. 
e Bull and phallic emblem carved out in complete 


19. ai кызык Sama Natun-Bazar. Calcutta, 
Painted on a white coating with yellow and black. 


20. Miniature Brakath representing а male figure, Sylhet 
District. Pyramidal crown on the head; eyes and nose 
elongated and hands folded. 


21. Moulded terracotta female dolls, Faridpur District. Each doll 
showing a distinct posture by different attitude of hands. 
Lower portions massive and draperies shown by bold strokes 
of black colour. 
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22. Moulded terra-cotta horse and toys, Faridpur District. Pair 

А wih Hacks low end red qn a white өзе. 

|. А зероу and a monkey made of pith, Faridpur District, Primary 
colours—red and black. Different P 
Sr > parts of the body joined with 





District, Kneeling posture u kas 
[Utm depen tees oa mi kari т. = 


PLATE XVII 


PLATE XVIII 


25. A female droll figure, Birbhum District, Moulded terracotta 
doll, Denoting fertility, painted with yellow and black. 


26. Terracotta Santhi goddess, Birbhum District, Handmade. 
Two children on her lap and two on her abdomen, Burnt 
under slow fire of husk and black colouring obtained from 
the smoke, Omaments grooved and eyes perforated. 


PLATE XIX 


27. A hanging scroll from Birbhum District. Depicting Krmalila 
Upper scene—stealing of clothes of the milk-maids by Kina 
ton а tree; clothes hanging on different branches and nude 
milkmaids begging for their garments. Middle scene—Kryna 
seated оп а chair under a tree, listening to the milkmaids, 
Lower scene—Kiyna as а milkman carrying Dadhibhändas 
(pots containing curd) with four milkmaids. Each scene 
separated by horizontal lines with vertical borders 


PLATE XX 


28. Another panel of Kimalla scene from the scroll mentioned 
above. Upper scene—mother Yasoda dressing her child Krna 
before setting out for pasture fields along with his playmates: 
lower scene—Krina as head of the cowherds going to pasture 
field with flute in hand and cows in front 


PLATE XXIII 


PLATE XXV 
ээ. 





ee ae e DA eroe 
кн mcdio of exile. Rame and 
dressed in trousers. 


Bronze image of the goddess Kali (0), Murshidabad District. 
Supported by a stele. and below. a triangular pedestal. Upper 
hands made of ductile metal wires moving spirally and 
horizontally. Lower hands nailed to the breast. Pellets used 
for eyes, breasts and earings. Bangles and necklaces resembling 
a сапе, bamboo or wood prototype. Yogisana pose and а 
cincture round the waist. 
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PLATE XXVI 


34. Bronze goddess with an aureole, Murshidabad District. Left 
leg protruding from the main torso. 


PLATE XXVI! 
35. Wooden rice-measure bowl plated with brass, Birbhum District. 





Designs made of twisting ductile metal wires, 
PLATE XXVIII 


37. Cane basket, Faridpur District. Thin cane vertically laid 
across the body structure made of thick canes arranged 
spirally. Spiral knots placed separately between the crosswise 


weaving. 

38. Lakihmicasket made of cane and cowrie, Rajshahi District. 
Ornamentations shown by juxtaposition of cowries. In the 
first and third lines, cowries arranged vertically and in the 
middle horizontally. Flowers made Бу cowries placed one 

* after another in a cyclic order. Cowries stitched with thread 
on a red cloth mounted on bamboo structure. 


PLATE XXIX 


39. Cane work on ceiling of а thatched cottage, Birbhum District 
Cane stripes interlaced with crosswise bamboo frames resulting 
in various patterns. Coloured in red, black and green. 





PLATE XXX 


40. Kantha used as wrapper for body. Bogra District. Woven 
with running and chain stitch with coloured threads taken 
from the borders of worn-out saris covered with peacocks, 





PLATE XXXI 


4344. Two pillow.covers. Birbhum District. Rectangular in size. 
Flower and creeper designs being always evident, Stitches in 
the ground controlling the shape and size of the designs. 


PLATE XXXII Pe 4 
45. “Ria” textile. Tippera District. Designs produced by the 
use of warp and weft threads mainly of yellow and red colours. 

‘Same effect on both sides. 


PLATE XXXIV 


46. Clay mask made in a mould, Mymensingh District. Used 
either in religious rites or in dramatic represenatations. Above 
the forehead one hole and two others on the ears for passing 
strings or cords to fasten it to the face. Simple colouring. 


47. Another wooden mask, Faridpur District. Made of Neem wood. 
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PLATE XXXV 


48. Sik: (string-holder) used to hang earthen pots, plat 
beddings, Jessore District. ME ma Ka giri 


PLATE XXXVI 
49. Earthen Manasi-ghat, Faridpur District, Four hooded snakes 
Joined separately with the pitcher. 
50. Earthen Manasi-ghat, Backerganj Anthropomorphie 


PLATE XXXVII 


51. Sugar cake, a bird, Faridpur District. 
52. Mould of a mango cake, Jessore District. Incised works on 
a stone-plate. 


PLATE XXXVII 


53. Earthen Lakymi-sars, Faridpur District. Smaller size. Floral 
motifs on the top and below the figure of an owi—mount 
of the goddess. 

54. Earthen Laksmi-sari, Dacca District. Bigger size, On the 
+ top. Kina with his consort Lakimi. The deity in the middle 
of a chariot with her two attendants flanked by two peacocks. 
Strong colouring. 


PLATE XXXIX 
55. Earthen betel-vessel, Birbhum District. Crosswise designe 
with black colour on silver coating. 
PLATE XL 


56 Earthen pitcher tempered with sand, Birbhum District. 
Horizontal wavy lines supported by cross-hatched design on а 
red wash. Freehand drawing. 
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IMPORTANT FAIRS (MELAS) 


WHERE OBJECTS OF FOLK ARTS AND CRAFTS OF BENGAL ARE 
EXHIBITED ANNUALLY 


Agartala, Tippera State; Doler Mela 

Ayash, Birbhum District; Maghi Purnima Mela 
Bagri Krishnagar, Midnapur District; Doler Mela 
Bakreswar, Birbhum District; Sivaratri Mela 
Bamandanga, Rangpur District; Jagaddhatri-Paja Mela 
Baruipur, 24-Parganas; Rash Mela 

Begunbari, Mymensingh; Rather Mela 
Cooch-Behar, Cooch-Behar State; Rash Jatra Mela 
Dacca, Dacca District; Janmastami Mela 

Darwani, Rangpur District; 5th Falgun 

Dhamrai, Dacca District; Chaitra Sankranti Mela 
Dhubri,’ Goalpara District ; Brahmaputra—bathing Mela 
Gangasagar, 24-Parganas; Gangasägar Mela 
Gopinathpur, Bogra District; Dole Purnima Mela 
Hili, Dinajpur District; Magh Mela 

tho, Malda District; January 18 to February 3. 
Jalpesh, Jalpaiguri District: Sivaratri Mela 

Jatrapur, Khulna District; Rather Mela 

Kalaskati, Backerganj District; Kalaskati Mela 
Kalighat, Calcutta; Rash Jatra Mela 

Kalimpong, Darjeeling District; Kalimpong Mela 
Kandi, Murshidabad District; Paush Sankranti Mela 
Kantanagar, Dinajpur District ; Gostha Mela 
9-17m 








, Rajshahi 
Matiiharna (Rajmahal Hills), Santal Pargana ; Sivaratri Mela 
Meher, Tippera District Kali-Bari Mela 
Muniganj, Khulna Di Baruni Mela 
Nabadwip, Nadia District; Rash Jatra Mela 
Nalia, Faridpur District: Maghi Purnima Mela 
Nekmardan, Dinajpur District; Nekmardan Mela 
Panjia, Jessore District; Rather Mela 
Purnia, Purnia District; January-February 
Ramnagar, Midnapur District; Saraswati Mela 
Ramrajatala, Howrah District; Ramnabami Mela 
Rupganj, Jessore District Tosedays and DEREN in Baisakh 
Sachar, Tippera District; Rather Mela 
Santipur, Nadia District; Rash Jatra Mela 
Saugor, 24-Parganas ; Paush Sankranti Meli 
Tarakeswar, Hooghly District; Sivaratri Mela 
Udhanpur, Burdwan District; Paush Sankranti Mela 
Ullapara, Pabna Di: Middle of Sravan 
Vinagar, Faridpur District; Baruni Mela 
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